olfactory, gustatory, auditory and palpable characteristics. My walk with Kevin occurred at the nexus of plant and human corporeality and ethnographic enquiry. At this conjunction, I make two distinct but related claims. I first suggest that a corporeal aesthetics of indigenous flora−one that engages the full horizon of human senses in response to the bodily presence of plants−is a postcolonial countermeasure to a visually-privileged aesthetics of flora that distances plants from the human observer.
My second claim is that the usage of ethnographic practice, specifically participant observation and semi-structured interviewing such as that employed with Kevin, is a pertinent and fruitful methodology for the development of a corporeal aesthetics. The proposed context of 'cultural botany', in which the research is situated, expands upon recent theoretical and practical work in cultural ecology (Head 2007 A recent body of literature in cultural ecology and human geography, which can be extended to the study of wildflower tourism and aesthetic experience of plants, points to the use of ethnographic methods for articulating human engagements with cultivated flora. Head (2007) in a review of the field of cultural ecology urges the use of 'a battery of diverse methodologies' (843) for interrogating cultural variables between plant communities and humans. Hitchings (2003) used ethnographic interviewing of gardeners in London to understand the multivalent perceptions of the materiality of cultivated garden plants. Hitchings and Jones (2004) My use of an ethnographic approach in putting forth a corporeal aesthetics of indigenous Southwest Australian plants aimed to identify both visual and embodied evaluations of the flora through participant observation and semi-structured interviews.
As a participant, I took part in wildflower tourism at the Lesueur-Eneabba region and the Fitzgerald River National Park through tours by bus or car, walks entirely on foot or a combination of walking and driving, and shows or celebrations at churches or community centres. Interviewees were selected to provide a cross-section of expertise from professional and amateur botanists, horticulturalists and wildflower enthusiasts or The 'everlasting' and 'orchid effects' are modes of visually interpreting plants. Any mass of flowering conveys an everlasting effect in the expansiveness of the view, the accessibility and consistency of the colour, and the oceanic experience of the rippling distance consumed by red, yellow and pink hues. In contrast, the orchid effect in the southern part of the region near Ravensthorpe and the Fitzgerald River National Park requires a subtlety of perception and the willingness to viscerally interact with the bush by bending down and using magnifiers to perceive the architectures of morphologically minute flowers. Kevin Collins summarises the orchid and everlasting effects and consequences of this distinction for regional tourism:
The tourism commission promote masses of flowers and that's what most people are looking for and in good seasons when they get the right rainfall, you will get your masses of everlastings. But if it's a dry season and they don't get the rains, there's nothing. And people will head down south thinking, there's better rainfall here, there's a few little flowers in the bush. When it's poor up there, we get more visitors here (Collins 2009). Although the everlasting effect is the most visually striking and immediately affective, the orchid effect tends to harbour the most botanical biodiversity and species richness and requires of the human observer an engagement of bodies. (Giblett 2004) . Concerning the dichotomising of landscape as object and human as subject through the dividing line of aesthetic visualism, Giblett (2004) maintains that 'aesthetics has traditionally been concerned with only the senses of sight and hearing and [therefore] is the means whereby the bourgeoisie secured and maintains its hegemony through the distinction of the subject from the object…' (44). The imposition of aesthetic values, therefore, has been linked to the colonisation of the Australian landscape and the domination of its flora.
Furthermore, the visual assessment of value to landscapes adheres within a hegemonic, universalist science of plants. As Pratt (1992) and Foucault (2002) argue, the systematising of the natural world through the language of Linnaean taxonomy has brought about an imperial eye, or a visually structuring gaze. Ocularcentrism in aesthetic terms is then closely bound to the scientific imperative to impose order on perceived ecological disarray, ascertained straightforwardly through the outward appearance of plants (i.e. prickly, ugly, mundane) . Nowhere is this more evident than in early European settler accounts of the bizarre, disorderly and contradictory vegetation of Southwest Australia, a flora which continues to confound scientific and European aesthetic parameters of behaviour (for discussion, see Seddon 1971; 2005) .
Textual and visual representation, allied to scientific botany, disavows human and plant bodies and rejects the nuanced sensory presence of plants, as evident in the abstract construct of a 'species' on which much botanical knowledge depends (Ryan 2009 ).
Sensory experience through the corporeal sensorium has been subjected further to both hierarchical ordering and narrow definition consistently throughout the history of Western aesthetic philosophy. Aristotle correlated the four senses to the four elements−touch with earth, sound with air, vision with water, and smell with fire−and considered taste a variant of touch (Connor 2008 ). Hegel excluded taste, smell and touch from the sensuous experience of art for their contingency on the gross domain:
'smell with material volatilization in air, taste with the material dissolution of substance, and feeling with warmth, coldness, smoothness, etc. ' (1993, 43) . For Kant (1974) , taste and smell affect our enjoyment of an object rather than knowledge of it, and are therefore subjective and inferior. The European tradition of landscape aesthetics has been strongly driven by visual apprehension, to the absence of the other senses, thereby marginalising the human and vegetative bodies of settler nations and imposing an aesthetics unfit for, and oftentimes destructive to, the Australian flora.
Flora and the Human Senses: Postcolonial Aesthetics of the Body
Is it possible to describe a corporeal aesthetics as the eliding of temporal, spatial, sensory, bodily, and even cultural constructions? Instone (2004) I think because the bushes are so harsh, so prickly, so most people don't like Dryandras when they see the bushes and yet when they have these flowers on them, some of them are so delicate and so magnificent and they only occur in Western Australia (Alcock 2009 ).
For Lyn, the juxtaposition of harshness and delicacy makes the Dryandra sensuously intriguing and iconic of the Southwest region. Lyn's statements demonstrate language infused with sight and touch and recognition of the regional uniqueness of plants such as the Dryandra through both their tactile and visual qualities.
The possibility of a corporeal aesthetic of plants takes into perceptual account connectivity amongst the senses and between the human experience of flora and the landscape. Corporeal engagement with flora describes a sensorium distributed throughout the multiple sense faculties that signifies the co-extensivity between the plant corpora and the human body. Topaesthesia, according to Solnit (1994) , is a metasense composed of the perception of space and the faculty of memory. For Solnit, topaesthesia is also corporeal cognition, or the body's internal orientation consisting of the recollections of the past, the direct sensory perception of the present, and the cartographic possibility of the future. Sense of place in Solnit's terms locates the human body amongst the more-than-human bodies of the world−vegetative, animal and fungal. Floratopaesthesia, as suggested by Seddon, Hopper and Solnit, is the sense of place evoked through the experience of plants.
There are the senses of one's body in space, one's body moving through space, and temporality in relation to plant life. Michel Serres notes these seventh and eighth senses. Coenaesthesia is the internal sense of one's body occupying space, such that 'if I close my eyes, I have a sense of my own body ' (2002, 199) . Additionally, kinaesthesia is the sense of walking, leaping or turning through space (Serres 2002) .
Florakinaesthesia henceforth refers to the sense of moving through the plant corpora through the basic acts of walking, running, crawling or bounding. A ninth sense might be described as temporaesthesia, or the sense of the seasonal passage of time. Brewer defines ethnography-as-fieldwork that requires the direct participation of the researcher in the social milieu under study:
Ethnography is the study of people in naturally occurring settings or 'fields' by means of methods which capture their social meanings and ordinary activities, involving the researcher participating directly in the setting, if not also the activities, in order to collect data in a systematic manner but without meaning being imposed on them externally (2000, 10).
Brewer is describing participant observation, which situates the researcher within the environment, settings, activities and rituals of the cultural group. Participant observation differs from prescribed ethnographic interviews that use direct questioning as a means of acquiring data on cultural meanings and practices. Ethnographic interviews, unlike participant observation, tend to demarcate a setting, informant and other variables, focusing on these controlled elements to provide insight and information that would otherwise be difficult to obtain. Interviewing is an effective methodology if meanings are encoded in the cultural practice itself and are thus hard to identify and articulate by the researcher. As Hammersley and Atkinson note on the utility of using both approaches together, 'There are distinct advantages in combining participant observation with interviews; in particular, the data from each can be used to illuminate the other ' (1995, 131) . Interviews extend actual participation and observation in the ritual or practice.
Considering its origins in botany and anthropology, ethnobotany is strongly characterised by a quantitative, objective emphasis inherited from those traditions.
Ethnography, especially the written discourses coming out of ethnographic studies within the social sciences, has long been held as neutral, objective representation of cultural realities (Pratt 1986 ). As Pratt posits, 'It is possible to suggest that ethnographic writing is as trope-governed as any other discursive formation ' (1986, 28) . The fusion of objective and subjective practices and the presence of the authorial voice of the researcher in the ethnographic account are argued for extensively by Geertz (1988) . An insider approach not only situates the researcher within the culture, in the sense of participant observation, but also re-examines the representation of culture in ethnographic practice in what Geertz (1988) refers to as 'I-witnessing'.
Ethnography, beyond its social science emphasis, is seen increasingly as an interdisciplinary approach to the description and critique of culture, drawing from cultural and literary theory in particular (Clifford 1986 ).
The discipline of ethnobotany with its roots in the social and natural sciences has been linked especially to ethnological anthropology. However, the study of the human-plant affinities transcends disciplinary fields and invariably becomes interdisciplinary in approach. Cultural, literary and arts-based perspectives afford opportunities for understanding perceptions of plants and the role of flora in culture. 'Cultural botany' therefore refers to the application of humanities and cultural ecology perspectives and methodologies to the study of the human relationship to plants. Cultural botany concerns the worldview that groups develop towards flora, as well as the artistic, literary, philosophical and cultural practices that engage, invoke, interpret or rely upon plants.
Visual Aesthetics and Scientific Knowledge Production: Lesueur-Eneabba
Cultural botany, rather than the social or botanical sciences, is a fruitful context for applying ethnographic practice to the study of indigenous plants. The tension, however, between embodied experience of nature and scientific knowledge production is a long-standing issue in aesthetic philosophy of landscape. Unlike colonial science scholars like Pratt (1992) and Driver (2004) who argue for the corporeal production of scientific knowledge, I have asserted that scientific taxonomic knowledge is visually deduced and lies in contradistinction to an embodied aesthetics of flora. The cognitive theory of environmental aesthetics takes the position that ecology, botany and other natural sciences comprise the appropriate structures for appreciating the natural world (Brady 2003) . Carlson (1993) We're down to three percent of the richest heathlands in the world left intact and that's very, very noticeable…These are now termed as vegetative islands. That's what they've become. They're an island in a landscape that is now being used for other purposes (Tinker 2009 ).
Kwongan derives from the local Noongar language and indicates 'sandy country with open scrubby vegetation' (Beard and Pate 1984, xvii) . However, as the term 'scrub' is used pejoratively to denote worthless bushland, Allan Tinker's description of kwongan as bush that is the height of the eye is preferred, insofar as it links bodily metaphor and measurement to landscape (Tinker 2009 ).
Historic and contemporary representations of the Lesueur-Eneabba area evidence the conjunctions between visualism, natural science and emerging aesthetic attitudes towards flora. Driver (2004) raises questions about the authority of the landscape observations of early explorers and argues that the veracity of documents such as journals might have been affected by forms of field disturbance−madness, illness, starvation or even difficulties with the process of recording information. However, the kwongan is consistently depicted in less-than-favourable terms, mostly based in the sense of sight, in the journals of several European explorers of the Lesueur-Eneabba region, suggesting that, rather than disturbance, the journals express commonly held values of landscape aesthetics. Nicolas Baudin, the post captain who kept a detailed journal aboard the Naturaliste in 1801 deduces from the distant perspective that the barren harshness of the landscape signifies a commensurately low significance to their natural history purposes:
As this coast appears to be of no interest for navigation and even less for Natural History, I did not think it necessary to stop there…I merely took some views of the coast, which will give a most accurate idea of what it can be like (Baudin 1974, 200) .
Explorers who travelled overland, through the landscape, rather alongside it from the perspective of a sailing vessel, depicted the sand plains with even less In the summer you get the sun flowers, the Thelymitras, which are always later. They won't open unless the sun is shining. They're late. Then some of the Drosophyllums are quite late as well. But then you get the Caladenia, the leafless orchid, which is one of the, is a winter flowering orchid. You have the Eriophyllas, they're probably the first ones in about March, April, and the hare orchids about the same time, then you get into the Pterostylis -the snails, and the midgets, and the greenhoods generally (Bennett 2009 ).
Unlike Tinker, for whom science is the primary mode for deepening the aesthetic On the whole, people need to stop and get out of their vehicles, to walk rather than to just expect to see the walls of everlastings that occur up north…On the whole, you don't get these great masses of one thing flowering [here] (Bennett 2009 ).
We move through botanic bodies through the commonplace activity of walking. Solnit 
